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SUMMARY OF ARTICLES

Jadwiga Jarnuszkiewicz — VOGUE OR MAR-
KET DEMAND :

There is no doubt of the fact that naive art is
arousing more and more interest and that the number
of naive artists is growing. The thing that intereste the
authoress is what has caused this quick rise of the
naive artist, whether it is a matter of snobbery or the
vogue of the moment, or whether there are now the
right conditions favouring the development of this kind
of art. This interest in naive art’is not limited to the
intellectual sphere, but is practically a general thing.
The ”discovery” of naive art at the beginning of the
20th century is today regarded not as the vogue of the
times but a historical phenomenon, the reaction of artists
to the naturalism and academicism dominating in the
art of those times; it is connected with the first sear-
chings of modern art. Today we use different criteria
in evaluating the works of naive artists, that is, not
only criteria of an artistic nature, for we are also in-
terested in the individuality of expression in this kind
of art. The success of a naive artist today is decided
by criteria which go beyond the bounds of traditional
tastes, criteria which make it difficult to give a uni-
vocal evaluation. Naive art is interesting, and this is
one of its main good points as far as today s evaluations
are concerned. The present interest shown in maive art
goes hand in hand with the vogue for daubery and
the art of the bazaar, which is an expression of the
modern tendency towarda equality of all kinds of
artistic phenomena and forms of artistic activity. This
situation largely accounts for the quick rise to po-
pularity of the naive artists at present.

Ksawery Piwocki — A FEW WORDS ABOUT
THE ART OF MODERN PRIMITIVES

Should the works of naive artists be put systemati-
cally in ethnographic collections? Deliberating on this
problem, the author begins with a definition of ethno-
graphy, attempting to establish the subjects of ethno-
graphic research. Ethnography is the study of the cul-
ture of strata that, within the framework of the na-
tional culture, create phenomena other than the official
version of that culture. Thus we reach the conclusion
that ethnographic museums should collect and keep
records of the art of the modern primitives. The author
raises the problem of what makes folk art different
from the works of the naive artists. Folk art is based
on traditions, uses traditional patterns and technical
knowledge. The naive artist seeks ways of conveying
his ideas in an individual way, he tries to liberate him-
self from inner tensions, creating his own way of looking
at the world. These differences between folk art and the
work of naive artists give rise to doubts as to the
purposefulness of collecting the art of ,,others”. Modern
folk art is becoming much more closely related to the
work of the naive artists as regards subject and form,
so the fact of including the art of ”others” in ethno-
graphic collections should not be questioned.

Oto Bihalji-Merin — THE WORLD OF THE
NAIVE

The text is based on the book ”The Naive Artists
of Yugoslavia” and the introduction to the catalogue
of the First Triennale of Naive Artists in Bratislava.
It contains a review of the works of naive artists all
over the world. The author discusses the reasons for
the growth of interest in naive art. The attraction of
primitivism was a form of reaction to modern civiliza-
tion, the dying folk art of many countries has turned
into maive art. The author defines the bounderies of
naive art, wishing to distinguish it from the art of
children and the mentally defective. He tries to define
its place in modern art. Bihalij-Merin begins with the

works of Henri Rousseau and analyses the works of
French naive artists. The poetic flowers painted by
Seraphine Louis, the urban landscapes of Louis Vivin,
the porters and wrestlers of Bombois, the mythological
scenes’painted by Bauchant are representative of the
French naive school. Apart from them, the author gives
pen portraits of several other naive painters of the French
school. As early as the 18th century there were represen-
tatives of naive art in the United States. The first of
them was Edward Hicks, who painted allegorical scenes
with animals. Joseph Pickett, Horace Pippin, John Kane,
Morris Hirshfield are the American naive artists. In the
United States naive paintings developed out of folk art,
in Britain they developed alongside academic art and
were usually the works of laymen. The author also writes
about Dutch and German naive art. The most outstand-
ing representatives in those countries are: Josephine
Hermans, Karl Kazimierczak and doctor Paps. Naive
art in Switzerland, as in the United States, developed
from folk art and was based on original folklore tradi-
tions. Naive art in Yugoslavia is well known and has
many representatives. Ivan Generali¢ founded the Hle-
bine school, one of the outstanding personalities of
which was Mirko Virius. Kovacice and Uzdin are two
other Yugoslav centres of naive art. The Kovadice
centre bases its work on Slav folklore and in Uzdin,
most of the artists are women. Eugen Buktenica, Matija
Skurjeni and Ivan Rabuzin are also outstanding persc-
nalities among the naive artists of Yugoslavia.

Czechoslovak naive artists also take their inspiration
from folk art. 3

Naive paintings have become popular, but sculpture
has only aroused the interest of a few. The Afro-Ame-
rican sculptures of Georges Liautaud are partly inspired
by Christian symbolism. The sculptures of Bogoslav
Zivkovic resemble African totem posts and sculptures.
The author concludes his deliberations with this review
of naive sculpture, stressing the great importance of
the First Triennale of Naive Artists in Bratislava.

Georges Schmits — ON NAIVE PAINTING

This is the text of a statement made at a symposium
held on the occasion of the First Triennale of Naive
Artists in Bratislava. The author deals with the question
of classifying naive art and the criteria by which one
can decide whose works should be placed in this cate-
gory and asks why paintings resembling those of Vivin
or Bombois are classified as naive. The author says
that unintentional incompetence is one of the charac-
teristic features of naive art. Errors in the drawing
and perspective, lack of likeness between the model
and the picture are features of incompetence. The
author next deals successively with these features ia
greater detail. Perspective is ignored by the naive
artist, he does not convey the world as it is, but his
own vision of it. And it is not only faults in perspective
that point to naive painting, but also the fact that
these paintings do not resemble reality. Deformations,
the exaggeration of forms, often to fantastic dimensions
are unintentional effects achieved by the naive artist.
In connection with this, one cannot be a naive artist
deliberately. Many naive artists make a detailed analysis
of their world. The steam engines painted by Demonchy
are very painstakingly done down to the last detail.
The details he paints express his picture of the world.
As regards choice of colour, we do not find incompe-
tence among the naive painters. The rules of colour
harmony are kept. In conclusion the author says that
naive painting is getting more popular. The reason for
this is that the naive painters express their vision with
the aid of nature, while with professional artists it is
a starting point for deformation.
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Aleksander Jackowski — THE BORDERLINE
OF NAIVE AND FOLK ART

The author discusses the subject on the basis of
Polish material. He is interested in the origins of naive
and folk art and makes a tentative definition of both
notions. The scope of the notion of folk art and culture
varies according to the approach of the researcher.
The researcher on folk art is interested in genetically
rural works of art with period features. Works of art
with individual features are on the borderline of naive
art. The author seeks the precursors of naive art in
19th century folk art (sculptures, paintings, graphic
art). Elements of the ”naive” way of seeing things are
evident in the work of tile-makers (fig. 44 and 45).
The folk style is seen in tiles in the ornamental elements
and decorations; scenes with figures are painted in the
"naive” style. Certain elements of primitivism are evi-
dent in religious guild paintings, particularly in votive
pictures.

The author shares the opinion of R. Wildhaker that
it is also the function, not only the aesthetic wvalues,
that are decisive in classifying a work as folk art.
An example of this are the paintings of Czajka (fig. 1).
Although in style they are linked with folk paintings
they are not functionally linked with the folk milieu.

In the period of the decline of the traditional folk
art, there are many examples of creative works on
the borderline of folk and naive art. Naive art began
to flourish in the period of the disintegration of folk
culture. Folk art does not, in this case, fulfil an inte-
grating function in the rural community, it is purchased
by different customers with different tastes. Very ta-
lented artists have a chance of expressing themselves
in their own individual way. Many painters from the
folk milieu become amateurs submitting to the influence
of official art. Some of them remain faithful to the folk
traditions. The author analyses the work of Zofia Ba-
ranska-Dzieciolowska (fig. 5), Franciszek Janeczko (fig.
11, 12, 13), Dorota Lampart (fig. 8, 9, 10), Helena Roj-
Kozlowska (fig. 14, 15), Nikifor (fig. 18, 19) as artists
linked with folk traditions. He sees these links not only
in the stylistic inspiration but also in the kind of ima-
gination and way of thinking.

The author states that almost all contemporary Polish
folk sculpture is on the borderline of naive art. Artists
from the urban milieu also get inspiration from folk
art. The naivete of the sculptures is manifest in the
way of interpreting the subject, in the mental approach
of the artist towards the world (Wawro — fig. 33,
Kudla — fig. 30). In the sculptures of Lamecki, the form
is almost uniform, but he treats different subjects in
different ways. Another individual artist is Zagajewski
(fig. 40, 41), but he also bases his works on the tradi-
tions of folk ceramic sculptures. The sculptures are
a domain of Polish naive art which stand out at in-
ternational exhibitions. This is due to the traditions
of folk sculpture which are still very much alive here.

In conclusion, the author emphasizes that the decline
of folk art is unavoidable, its place being taken by
amateur or naive art, and that artists whose work is
on the borderline of folk and naive art will not base
themselves on the patterns of folk art.

Anna Kunczynska-Iracka — ILLUSTRATIONS
. TO THE CHRONICLES OF FATHER POKORSKI

The authoress writes about the illustrations in vo-
lume II of the chronicles of the Czestochowa monastery
written in the thirties of the 18th century. The author
of the chronicles and of the illustrations to them was
Father Innocent Pokorski, prior of the Pauline Fathers
of Czestochowa in the years 1710—1718. The prior spent
the last years of his life (he died in 1734) in writing
an account of the events and religious ceremonies that
had taken place in the Czestochowa monastery. The
chronicles contain 19 illustrations supplementing the
written description and in most cases they are next
to the text in question. They are drawn in brown ink
and are coloured with light tints. Most of them show the
foundations of the Pauline Fathers in Poland, others

depict ceremonies and events taking place at Czeste-
chowa, for instance, the consecration of one of the bis-
hops, Prince Frederick taking Holy Communion. The

illustrations are an artistic document to the text of
the chronicles. The authoress says that in the light of
the historical material already studied Father Pokorski’s
illustrations are of an individual character and do not
follow any of the known iconographic patterns. The
illustrations are undoubtedly an example of 18th cen-
tury primitive art.

Aleksander Jackowski — AFTER THE FIRST
TRIENNALE OF NAIVE ART IN BRATISLAVA

The author was the commissioner of the Polish
section at the exhibition of maive art from all over the
world. The exhibition was a confrontation of various
approaches and schools. The author introduces the
reader to the problems of the genesis of naive art. The
first exhibition of the world of naive artists was arrang-
ed according to a definite conception, presenting certain
categories of ”naivete”. The Bratislava exhibition did
not draw any exact line to mark the boundaries of the
notion of naivete. Various approaches were represented:
amateurs; folk art, imitation of modern art. The author,
who was asked to sit on the jury, stresses how difficult
it was for the members of the jury to select the works
to be displayed at the exhibition.

The Triennale presented some very interesting sec-
tions, namely, the French, Belgian, Yugoslav ones, and
some of the works exhibited by German and Czech
artists. The Polish section displayed a very diversified
collection of works. The most interest was aroused by
sculptures on the borderline of folk and naive art. The
Hungarian sculptures were also interesting, being a very
near approach to folk art.

At the symposium organized on the occasion of the
exhibition, papers were read. In the discussion, efforts
were made to esatblish the boundaries of the notion
of ”naive art” and to define the criteria by which it
could be recognized.

Jerzy Darowski — HERODEK

The author — one of the staff of the Museum in
Zakopane, gives a pen portrait of this primitive folk
sculptor. Hero6dek, this is the nickname of the artist,
lives in Lipnica Wielka in Nowy Targ district. He is
a cripple and works as a farm labourer and shepherd.
The Tatra Museum in Zakopane and the Museum at
Rabka took an interest in his work and Her6dek became
the vogue after the art exhibitions in 1966 at which
his works were shown.

He works with large spruce logs, the contours of
the figures being primitively hewn and sculpted. The
figures are tall (about one metre) and are mostly figures
of Christ, saints and angels (fig. 1). In the round log,
only the face, sometimes the head covering, are sculpted.
They are painted with oil paints and each of the holy
figures has his attributes drawn or engraved upon if.
According to the author, the sculptures of Herddek are
a far cry from folk art and are the creation of primitive
imagination. Herddek’s works are on the borderline of
folk art and naive art. :

Michail Eadur (Moscow) — THE HAPPY WORLD
OF MARIA PRIMACHENKO

The editor-in-chief of the periodical Diekoratiwnoye
Iskusstvo publishes an article about a naive painter
from the Ukraine. Like many naive aritsts in Poland,
Maria Primachenko emerged from the folk milieu.
The works of the artist go beyond the bounds of tradi-
tional folk art, having elements of personal expression.
The author emphasizes her skill in choosing colours,
which are intense but not gaudy, a feature so charac-
teristic of folk art. The subjects of her pictures and
her way of interpreting them place Maria Primachenko
on the borderline of folk and naive art. Fantastic birds
among flowers (fig. 2, 3) and fairy-tale animals (fig. §)
are the subjects painted by M. Primachenko. It is
thought that the source of her inspiration are folk tales
and legends.

The artist is the holder of the Shevchenko Prize.

The author also deals with the problem of care
for folk art and the possibilities of its development in
the Soviet Union.
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AasBura fipuymkesngd— MOJA NIV KOHBIOHK-
TYPA

McKyceTBO HawBHBIX BBI3bIBAeT BCe DOJBIINII MHTEpPeC,
YTO HABJAETCA HEOCIIOPUMBIM <pakroMm. PacTer cmpoc Ha
9TOT BUJ TBOPHUECTBA M IIOMYTHO PacTyT PAABL er0 TBOP-
oB. ABTOpa WHTepecyeT MWPUYMHA CTOJb OBICTPOM M
VCIIEUIHOM Kapbepbl, HAMBHBLIX: HAIA0 JIU 9T0 [NOHWMAThH
KaK CHOOM3M, KaK MOJY, MJIM Ke CYyLIeCTBYIOT COBepLICH-
1O peajbHBIE YCJIOBUSA, CHOCOBCTBYIOIIME PA3BUTUIO STOTO
puga TBopdecTBa., OHO BBIZLIBAET WHTEPEC HE TOJNBKO
B MHTEJJIEKTYaJbHBEIX KPYTaX; €ro IIOIYyJAPHOCTL ABJISET-
cA 4yTh Jau He Bcoebigeit. ,,OTKpbITHME” HaWMBHOTO- UCKYyC-
crea B Hadane XX BeKa He paccMaTrTpuBaeTcd yXe B Ha-
crosiliiee BpeMd KaK MOJa, 4 Kak MCTOPMYECKoe SBJIEHME,
CBUAETENBLCTBYIOLIEE O PEaKiluy XYyROKHMKOB Ha HATy-
pamM3aM ¥ aKageMu3M, JOMMHMPOBABIUMI B WUCKYyCCTBC
TOrO Hmepuoja. DTo BA3ANIOCH C IIOMCKAMM IYTM K HOBOMY
nckycctBy. Temepb, mapasd OLEHKY HAUBHOMY TBOPYECTBY,
MbI IIPMMEHSEM MHBbIC, He TOJbKO XYJOXKeCTReHHBbIe, Kpu-
TepUM, TOCKONBKY HAC MHTEPecYIOT TaKzKe ero UHAWBII-~
AyalbHbIE YEPThI

O6 ycmexe OTHENILHBIX XYJOXKHMKOB pPEIIAlOT HbIHE
KPUTEPUHM, BBIXOAALME 34 MNpPeJesbl TPAAMIIMOHHOTO BEKYCA
¥ OTHIOAL He OHO3HAYHBIE.
CTOMHCTE HaMBHOTO TBOPYECTBAa SABJAETCA BO30YIKAAEMBI
¥M MHTepec. B HacToAllee BpeMs WHTepec K HAUBHOMY
TBOPYECTRY IEPEeKAMKAETCA ¢ MOAOM Ha ,,KMun” U dpMma-
POYHOE MCKYCCTBO. OTO B CBOI0 OUepe[b CBUNETEJILCTBYET
0 COBpEMEHHBIX TEHAEHIIMAX INPENOCTABUTL paBHble IIpaBa
Pa3IMYHBIM ABJICHUAM B MCKYCCTBE, Pa3JIMYHBLIM opMaMm
XYLOXKECTBEHHON AeATeNbHOCTH. VI 9TMM MHOTOe. 0DBACHA~-
erTcsl, €CAM TOBOPUTH OO0 YCIemIHoil Kapbepe HaUBHBIX
B Hallle BPeMs, '

Kcaeprwr InBouku — HECKOJBKO CJIOB O CO-
BPEMEHHOM WMCKYCCTBE IIPMMUTUBOB

Crnegyer M MUCKYCCTBO HAMBHBIX CUCTEMATUYUECKM CO-
fupathb B 9THOrpadUUECKUX KOMIeKNuAx? 3arparuBad
9Ty npobJseMy, aBTOD OCTAHABJMBAETCH HAJ OIpeseeHneM
3THOTPAMUM M NBITAETCA YCTAHOBUTH, UTO fABJAETCA IIpef=
MeroM ITHOTpadudaeckKnx wmcceaenoBaHui, IlpemgveroM 9THX
NCCAeNoOBAHMI JOJDKHA OBITh KYJBTYPa TPYIH, KOTOpPbIE
B paMKaX HalMOHANbHOM KYJLTYPBI CO3[AIOT MHBIE fABJe-
HUA, YeM OoMUIManbHble (POPMBI 3TOM KyJAbTypPhlL OTCIOAa
caenyer, d|TO TIPOM3BeAeHUS COBPEMEeHHOr0 MCKYCCTBA
IIPUMUTHUBOB JOJI2KHBI CcOOMDAaTh M OMUCLIBATL STHOTPa-
hrueckue My3eu.

ABTOD HObITAETCA BBICHNTEL BOIPOC YeM OTIMYAETCT
HaponHoe WMCKYCCTBO OT HawBHOro., HapomHoe MCKyCCTBO
onupaeTcsa Ha TPALWIINIO, MCIIOJIb3YET TPAAMITMOHHBIE 1Iab-
JIOHBI U TeXHUKY. HawBHBIN XYHOKHUK CTPEeMUTCS HaNTHU
UHANMBMAYAALHYO (OpPMY  BBICKA3LIBAHUA, CTPEMUTCA
NpeososieTb BHYTPEHHIOK CKOBaHHOCTB, BbIpaforTaTb CBOIt
JMYHBIMA B3IIA] HA OKPYXKAIMIA MUD. DOTH PasIwaus
MeXJY HaPOAHBIM ¥ HAUBHBIM TBOPYECTBOM BbI3LIBAJN
COMHEHME Iesiecoo0pa’zHo Ju  CobMpaTh IIPOM3BECHUA
HUCKyCCTBa ,Apymx”’., Ilo dopme M COASPIRKAHUIO COBpE-
MEHHOE€ HapoJHOoe MCKYCCTBO BCe O0Jee mIpUOIMIKAETCA
K MCKYCCTBY ,HaMBHBIX” mu cobupasme B sTHOrpadmuec~
KUX KOMIEKIMAX ,,APYrUX”’ He IIONJIEKUT COMHEHUIO.

Oto Bihalji-Merin — MWMP HAMBHEIX

B ocHOBy TercTra B3ATa KHUrA ,,HampHbie B IOrociaasmun”
1 BCTYIJIeHMEe K Karajory 1 Tpuennajie HAaMBHBIX B DBpa-
THclaBe. OTo 0030pD BCEMMPHOTO TBOpPYeCTBa HAMBHBIX.
ABTOp pacCMaTpMBaeT IIPEANOCBINIKY, BLIZBABIIME pac-
TYLUM MHTEpec K HAUMBHOMY MCKYCCTBY. Bieuenme K mpu-
MUTMBU3MY — 9STO CBOETO Pojia pPeakumA Ha COBPEeMeH-
HYI UUBMIM3ALMIO; OTMMPAOllee BO MHOTUX CTpaHaxX Ha-
POJHOE MCKYCCTBO IIePepOAMIOCh B HAMBHOE TBOPUYECTBO.
ABTOp HaMedaeT TPaHMIIbI HAWBHOIO MCKYCCTBA, IIBITAACE
TOYHO OTACIMUTH €ro OT TBOPUecTBA JeTell M JyLIeBHO
bonbHBIX. OH cTapaercd YCTaHOBUTL €ro MecTo wa poHe
COBPeMeHHOro McKyccTBa, Onmpasck Ha TBopdecTBo Henri
Rousseau, Bihalji Merin adanmu3upyer TBOpUecTBO (PpaH-
LY3CKUX HaUBHBIX. ITo9TuHUecKMe IIBETBI KucTu Seraphine
Louis, ropoackue meisaxu Louis Vivin, rpysunku u 6op-

OnuuM M3 TJaBHBIX JIO-.

el BomGya (Bombois), mmdosorngeckne credbsr A. Bou-
chant npejacraBasOT (PPaHIY3CKYO UIKOJY HaMBHBIX,
Kpome HyMX aBTOD JaeT IIOPTPETHI ellle HeCKOJbKUX HauB-
HBIX XYAOXKHMUKOB (PPaHOy3CKOM IIKOJEIL

VYxe 8 XVIII B. 8 CIHIA CcyLeCTBOBAAM IpPeICTaBM-
TeJU HAMBHODO MCKyccTBa., IlepBbiM M3 HuX Obwt Edward
Hicks, pucoBasBmInit ajieropudeckKme CHeHbI € XHUBOT-
ueiMu. Joseph Pickett, Horace Pippin, John Kane, Morris
Hirshfield sro amepuramckue HamBHble. B CIIIA Hans-
Had KUBONMCH BLIPOCIA HA OCHOBe HAaPOAHOTO TBOP-
yecTBa, B AHINIMM OHA CONYTCTBOBAJNA aKaJeMUIeCKOMY
MCKYCCTBY M OTIMYAJach CBETCKMM XapaKTepoM.

ABTOD ONHMCHIBaET TaKzKe HaAMBHBIX  XYNOKHMKOB
Tonmaugmy u I'epMmanuy, Trge caMbIMM BbIZAOIIMMUCA
b Josephine Hermans, Karl Kazimierczak u xoxrtop
Paps. N

B IlIeeituapuu, TouHo Takxke kaxk B CIIA, xHausnHOe
MCKYCCTBEO DPa3BMBAJIOCH HA OCHOBE HAPOJHOTO TBOPUECTBA,
OmuMpasich Ha OPUTHHANBHEBIE Tpaiuiym oaskaopa. Hans-
HOE MCKYCCTBO M3BECTHO Takke B IOrocmaBum, Ifle OHO
uMeeT MHoOrMX wmemogauTreseir, Ivan Generalic co3pman
wgoay B Hlebine, rge apko Belgenanca Mirko Virius.
Kovacice u Uzdin — BoT elle JABa LeHTpa HAUBHOI'O
uekyccrBa B IOrocaasuw. Ilewrp B Kovacice mpoposskaer
TpaguLUy CIOBEHCKOro poapkiopa, B Uzdin rIJIaBHBIM
ofpasomM pucyroT KeHIuHbl. Eugen Buktenica, Matija
Skurjeni u Ivan Rabuzin ®ce ony BuAHeHRIINe OpepcTa-
BUTEJIM HAWBHDLIX XYNOKHUKOB IOrocaaBum.

B UYexocHIoBaKMM HAWBHBLIE XYAOMKHMKM TaKke CBH-
3aHbI ¢ HAPOJAHBIM TBOPYECTEBOM.

HaupHasa xmBonuch mpmobpesa MONyJIgpHOCTb, B TO
BpeMsa KaK CKYJLITYpPa BBI3LIBAET UHTEPEC JMIIbL y He-
MHOTMX. ADPUKaAHCKO-aMEPUKAHCKMe CKyNbOTypbl Georges
Liautaud TecHo c¢BA3aHBI ¢ XPUCTMAHCKON CUMBOJIMKOMA.
Crynsnrtypbl Bogosava Zivkovica HaloMMHAOT TOTEMM-
cTuyeckmue CTonbbl ¥ adpPUKaHCKMe CKYJbBOTYyphl. B 3a-
KJIOYeHue aBTop genaer 0630p CKYAEITYPHOTO MCKYCCTBA,
TIONYEepKMBaaA BaxKHoc 3HadeHue 1 TpueHHase HaMBHBIX
B Bparucaase.

Kopx IIImure — O ZKUBOIIMCH HAUBHBIX

BrIcka3pIBanie Ha CUMIIO3MyMe TI0 ciaydaio I Tpuen-
Haje HauBHBIX B Bparticiaase. ABTOp 3aHMMaeTcd Kiaccu-
hmukalueiln HauBHOIO TBOPYECTBA, CTApPadAch YCTAHOBUTh
KaKOro POJa WMCKYCCTBO CJEAyeT K HeMYy IIPMYMCINTD
U TIoYeMy KUBOINCh, HarmomuHawiyo Vivin nan Bombois
NPUYKCAAIOT K HauBHOI. ABTOpP yTBEPKAaeT, YTO Hempend-
HaMepPeHHOoe HEeyMeHMe — 9TO OJHO M3 OCHOBHBIX CBOICTB
HAMBHOTO MCKyccTBa. OmmbKkyu B PUCYHKe M B IIepecrek-
TUBE, OTCYTCTBME CXOACTBAa MEKIY MOJeNbI M KapTHHOM
ABJAIOTCH MMEHHO IPU3HAKAMM HeyMeHMd. ABTOP HO0Ue-
penHo PacCMaTPUBAET 9TU CBoMcTBAa. HaMBHBIM YyKIa
nepcrektBa, OHM He II€PeRaroT, OHM TI0 CBOEMY PUCYIOT
obpas mMupa. BrupoueM, He TOJXLKO OWMOKY B IEpCHIEKTHBe
ABAAIOTCS OTIWYMUTEJBHOM UWepPToli HaWBHOM IKUBOIIICHU;
O Hell TOBOPUT TaK¥Ke HECXOJHOCTL MEXAY AeCTBUTEIbL-
HOCTBIO U TBOPYECTBOM HAWBHBIX, JVIcKazKeHMA, THUIIEP-
oommsanma  opM, NPMHMMAIOIAA WHON pa3 GaHTacTu-
yecKMe pa3Mepbl, TaKOoBbl HempejHaMepeHHbIEe IIPHeMbl,
K KOTOpbIM mIpuberaioT HauBHbIE. BBUAY 39TOro HeT peduu
O TIPOrPaMMHOM HaMBHOCTU.

Muorve HaMBHBIE JalOT [IOLPOOHBINN aHaAJIM3 MuUPa.
Demonchy pucyer cBoM mapoBO3bl OYEHb JEeTaJdbHO, THIA-
TeJNbHO OTAEeNbIBag KaXAyio w™exodb, CyMmMma 9™TMX Je-
Talleil BbIpazkaeT ero MupoBocrpuaryue., HeyMmeHye He npo-
ABASETCA 'Y HaMBHBIX B pacuBeTke. OHM He Hapymamor
rapMOHMIO KOJOPUCTHMKM., B 3aBeplieHMEe aBTOP OTMedaeT,
4YT0 HaMBHAA XKMBOIIMCH mpuodperaer OSONBIIYIO ITOIIYIAP-
HOCTE., OT0 00BbACHAETCA, TeM, HT0 HAMBHBIA XYLOXKHHUK
BBICKa3bLIBAETCS $0Jlee HETIOCPEeACTBCHHO, B TO BPeMA Kaxk
npodeccoHalbHEbIE XYAOKHNKY MTPUGEraloT K MCKyCCTBEH=
HBIM IpMEeMaM, BeAYIMM K MCKazkKeHUAM.

Anerkcagap Aurxoscku — 'PAHUUBI HAUBHOI'C
M HAPOIHOI'O MCKYCCTBA

ABTOp paCCMaTPMBAeT ISTOT BOMNPOC, OCHOBBIBAACH Ha
IIONBCKOM Marepuaie. Ero uHTEpecylOT CBA3b MEXAY
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HaMBHBIM M HAPOAHBLIM MCKYCCTBOM 1 OH INIBLITAETCS Olpe-
Jenutb o06a 9T rnoHATHMA. OXBaT TMOHATUA HAPOLHOTC
VICKYCCTBA ¥ KYJbTYPbI 3aBUCUT OT TOT'O, KaK IMOAXOMAMUT
K 9TOMY BOIIPOCY McclenoBaTenb. ViccaemoBaTeds HAPOI-
HOTO M300pa3smUTeNLHOTO. JICKYCCTBA WHTEPECyeT TBOP-
YeCcTBO, TIeHEeTUUEeCKM CBA3AHHOE C YepraMy CeJbCKOre
ctuada. TBOPYECTBO C MHAWBUAYAIBHBIMY OCOOEHHOCTAMU
HAXOAUTCA Ha TPaHM HAMBHOTO MCKYCCTBa., ABTODP MIET
IIpeAIIecTBEHHMKOB ‘HaMBHOT'O MCKYCCTBAa B HAPOJHOM M30-
oOpasurenbHOM McKycctBe XIX B. (CKyJbITypa, IKUBO-
onch, rpadura). DJeMeHTh! ,,HAMBHOTO BUJAEHMA’ BBICTY-
AT IIPY XYAOXKECTBEHHOI BbIETKe MU3Pa3loB (M. 44,
45). HapoaHbll CTUIbL M3Pa3I[0B HAXOLUT CBOE BBIPAIKEHUE
B JEKOPaTMBHBLIX 9SJEeMeHTaX, OpHaMeHTaX, (uUrypHbie
CIeHbl TIPEefCcTaBJeHbl ,HauBHO”. HeKOTOpble 9JIeMeHThI
OPUMUTHUBU3MA BBICTYIAIOT B I[€XOBOJM DPEJUTMO3HOV KV~
BOMMCH, TIPUYEM 9TO OCOOEHHO 3aMeTHO B JapCTBEHHBIX
o0pa3Kax.

ABTrop pazgenaer B3miAx P, Buapaxabepa, uTo o mpu-
HAJJIe3KHOCTH JAaHHOTO MIPOM3BEJEHMA K HAPOLHOMY MCKYC-
CTBY PEeLIatoT He TOJbKO €ro XyJAOXKEeCTBEHHAdA I[eHHOCTb,
a Takxke ero pyHruma. I[IpyMepoM MOIKET CIYIRUTH K-
Bomych Yankm (mian. 1). B CcTWIeBOM OTHOLIEHWUM OHO
CBA3aHO € HAPOAHOM IKMBOMNMCHIO, HO €ro (QYHKIMA He
MMeeT Hu4dero oO0Iero ¢ HapoAHOM cpemoil. B mepuox
yIagKa TPagUIfOHHOM HAPOAHOW KYyJIbTYypbl IIOABJIAETCH
Bce OoJbllle TIDOM3BEAEHMII Ha IPaHM HAPOSHOTO M HauB-
HOI'0 MCKyCCTBa. OTOT B TBOPYECTBA pPacCLiBEJI B IIEPUOJ
yonagka HapoOAHOM KyJabTypbl HapomgHoe MCKYyCCTBO He
WMCITOJIHAET TOTJga DPOaM, OOBEAMHAIOUIE CEeJIbCKYI 00-
I[eCTEEHHOCTh: Y HOBOTO MOTPEOUTENA HOBBbIE BKyChI. JIMIIL
y Oojee OJapeHHBIX XYDOKHWKOB MOIKHO OKUIATH MH-
JVBUAYANIBHOTO TBOPYECKOro Iouepka. MHorme KMUBO-
IIVCLbI M3 HAPOLHOM Cpeabl CTAHOBATCA JIIOOMTEIAMM, IIOM~
YNHAACH BIMAHMIO 0MUIIMAIbLHOrO McKyccrBa, HeroTopbie
MacTepa IO-TIPeXHeMy He WU3MEeHSIT HapOAHBIM Tpa-
IVIIMAM.

ABTOp aHaIM3uUpyer TBOpUecTBO 3ocdum BapaHbCKO-
J3enHmmonoBckoil (M. 5), ®paHmymuka gxeury (mum. 11,
12, 13), Hoporer Jlammapt (uaa. 8, 9, 10), Enenwsr Poii-
Koznosckon (mai, 14, 15), Hurudopa (mua. 18, 19) xax
XYZ0OKHNKOB, CBA3QHHBIX C HAPOAHON Tpaguimen. OTy
CBA3b OH 3aMe4yaeT He TOJbKO B CTUJIEBOM VHCIIMPAaIIui,
HO ¥ B 00pasze MBIIJIEHVMA M B BOOOPAzKEHMUM XYIOIKHUKA.

ABTOp yTBEpIKJaeT, YTO YyTh JM He BCA COBPEeMEHHAad
TONbCKAA HapOAHAA CKYJbOTypa HAXOAWTCA Ha TIpaHH
HayBHOTO MCKyCCTBa BIMAHMIO HapOAHOTO JAyXa IIOAAAIOT-
cAd TaKXKe XYHOMKHMKM M3 TOPOJCKON cpenbl. HamBHOCTb
CKYJBITYPHBIX NIPOM3BENEHNMII IIPOABIAETCA B TPAKTOBKC
TeMaTUKM, B MMUPOBO33pPEeHMM XyHZoxKHMEA (BaBpo —
nnn. 33, Kyama — wuan. 30). Crkyasnrtyps! JIAMeHIIKOTO
(. 29) oTaMYalOTCA TOYUTM OLMHAKOBOM (OOPMOI, HO
TPAKTOBKAa TeMaTMKM pa3ianyHa, K MHOMY ABJIEHMIO Cle-
JAyeT OTHEeCTM TBOpUYecTBO 3araeBckoro (mima. 40, 41), HO
¥ OH MMeeT HEKOTOpble obllme YepThbl C HApPOJAHON M Ap-
MapYHO CKYJIbNTYypoil. CKynbTypa — 00JIacThb IIOJBCKOTO
HauBHOTO MCKyCCTBa, KOTOpad BBIAEJAETCA Ha MexAy-
HApOAHBIX BBICTABKAaX. DT0 OOBACHAETCA TeEM, UTO Tpa-
IOVLOVA HapOZHOM CKYJIbBNTYPBI BCe ellle ZKMBa.

B 3agimrodeHye aBTOP MOAYEPKMBAET, YTO OTMMPaHNE
HApPOTHOTO JCKYCCTBA HeU30EIKHO; ero MEeCTO 3aiiMeT JIo-
OuTeNbCKOE MY HAMBHOE MICKYCCTBO. VI TOrAa XYXOIKHUKIL
¢ HaUMBHO-TBOPYECKMM HaIpaBJjeHVeM He OyAyT omupaTb-
e Ha 0o0pa3ibl HAPOJHOTO MCKYyCCTBA.

AnnaKyHunHbCcKa-VMpangka — UITIOCTPATIM

K XPOHMKE OTIHA ITOKOPCKOTI'O

L

ABTOpP paccMaTpMBaeT WJLJIIOCTPAIVM, COJep3KaImecs
BO BTOPOM TOMe XpoHMKM ScHOrypckoro MonHacThipa (B
YencToXOBE) ¢ mMpUALATBIX TogoB XVIII B. ABTOpOM XpOo-
HUKM U ee uiIocTpammii Obln orern, VHHOLEHTHI (MHEHO-
ReHTn1) IIOKOpPCKM, NOpPHOP SACHOTYPCKMX IIQYJMHOB B
1710—1718 rr. IlocnemHue roAbl KM3HM (yMmM. B 1734 r.).
ITOKOPCKM TIOCBATMJI OIIMCAHMIO COOBITUM ¥ PEIUTMO3HBIX
IIpa3HEHCTB B JICHOTYPCKOM MOHACThIpe., XPOHMKA CO-=
JepxRuT 19 nanrocTpanyii, SOMOJTHAOINMX 3ammcy. Viao-
CTpalyy BBINOJHEHBI II€POM, KOPUYHEBBIMM HepPHMIAMU
¥, KaK MPaBMJIO, HAXOXATCA PAJOM C TeKCToM. I'paBIopbl
HONKPAILIeHbl CBETJLIMM Pa3BeAEHHBIMM KpackKamMy. Boib-
LIMHCTBO M3 HMX M3o0pazkaer ydpesRJeHMA ITayJINHOB Ha
Teppuropuyu Iloablay, Ha HEKOTOPBLIX TPEACTaBIIEHBI TOP-
JKecTBa M COOBITMA, TPOMCXOAAIME B MOHACTBIPE, Kak
HampyMep OOCBAILIEHNMEe B CaH eIMCKOIa, TIPUYacThe KHA3A

Dpusgepura. PUCYHKM ABISIOTCA XYROKECTBEHHBIM 0=
KYMEHTOM, WJIIIOCTPMPYIOIIUM TEKCT XPOHWMKI,

ABTOD yTBEpPIKIAEeT, YTO B CBETe MCCIAELOBAHHBLIX MCTO-
PUYEeCKUX MAaTepMalioB miioctpaniuy IIOKOPCKOTO HOCAT
4YepThl MHAMBULYAJLHOTO TBOPYECTBA ¥ HE HAIIOMWHAIOT
HM OJHOTO ™3 M3BECTHBIX WKOHOTPaMYEeCKUX o00pas3iorb.
I'paBiopbl 0€3yCJIOBHO ABJIAIOTCA TIPUMEPOM IIPUMUTHUB-
"Horo TeBopuecTrBa XVIII B.

Anercaugap Aukoscku — ITOCJE I TPMEHHAIJE
MCKYCCTBA B BPATUCJIIABE

ABTOp cTaThbyM ObLI Ha3HAYEH YMOJHOMOYEHHBIM II0JIb-
CKOTO OTIEJIEHUA BBICTABKYM BCEMMPHOTO HAWBHOFO MCKYC-
crBa. BrIcTaBRa fABMJIACh CMOTPOM PAa3IMYHLIX HampaB-
JIEHWII M IIKOJI. ABTOP 3HAKOMMUT YNTATENS C IeHe3MCOM
HaVBHOTO MCKyccTBa. IIepBble BBICTABKM HAWBHBIX MMEJN
M3BECTHYIO KOHIIEIIMIO, TIPENCTABISAIN W3BECTHBLIE KarTe-
ropum ,HaumBHocTM’. BparuciaBckasd BbICTABKA He YTO4Y-
HAJA OTYETIMBO TPAHMI] TOHATUA HauBHOCTM. Tam me-
MOHCTPUPOBAJNCH JIOOUTENIN, HapPOIHOE TBOPYECTBO, MION-
pazkaHMue COBPEMEHHOMY MCKYCCTBY. ABTOpP, ydYacTBOBaB-
omii ‘B JKIOPY, YKa3bIBAeT HA TPYAHOCTHM, C KOTOPBIMU
CTOJIKHYJMCHL YJIEHBbI IKIOPYM, moAdmpas paboTbl HA BbI-
CTaBKY.

BrI3bIBaNIM MHTEpEC Ha TPMEHHAJe OTHeNeHMA: dpaH-
Iy3CcKoe, OeJbruiicKoe, IOTOCJIaBCKOE, HEKOTOpbIe paboThl
HEMEIKMX M YellICKMX XYMOKHMUKOB. ITOJBCKOE OT/IEeJIEHIE
OBLIO OYEeHb Pa3HOPOAHBLIM. ‘OcobbIi MHTEepec BbI3bIBAJIA
CKYJBIITYypa, TAe SJEeMEHThI HapPOMHOro MCKyCCTBa OIIpe-
IEeNeHHO rpaHyyaTrT ¢ HamBHBIM. OOpaniana TakzkKe BHU-
MaHMEe BeHrepcKas CKYJBINTYPa, TECHO CBA3aHHAA C Ha-
PORHBIM TBOPYECTEOM.

Ilo cay4yaio BBICTABKM COCTOAJICA CUMIIO3MYM, Ha KOTO-
poM ObLIM 3aYMTaHBl JOKJAAbl ¥ TIPOBEREHA IMCKYCCUA,
YYaCTHMKY NOMCKYCCUM IIBITAJNCh NaTh TOYHOE ompejese-
HJYEe TOHATHUIO ,,HAMBHOE MCKYCCTBO” M YCTAHOBUTHL Kpu-
TepuUy, Ha OCHOBAHWUM KOTOPBIX MOXKHO ObIIO ObI OTJIN-
yaTh 9TOT BUZ TBOPYECTBA.

Exu DapoBcku — I'EPOIEK

ABTOPp — padoTHMK My3ea B MeCTHOCTM 3aKoIlaHe — °

3HAKOMMT UYMTATENS € HAPOAHBIM CKYJIBLIITOPOM-IIPUMMI-
TUBUCTOM. I'epofeK, — TaKOBO TMPO3BaHMe CKYJIbIITOpa —,
npoxusaer B Jiummuuie Benwbkoit, paiton Hoswr Tapr. OH
KaJjleka, paboraer OarpakomM M macryxom. Ha ero paboTh!
obpatTuau BHuManme TarkaHckmii My3eir B 3argomaHe
u Myzeit 8 Pabke. Ilocie cocroaBmmuxca B 1966 r. BbI-
CTaBOK, Ha KOTOPBIX SKCIIOHMpPOBaJamuch pabora I'epopka,
OH CTaJl TOMYJAPHLIM, B NPUMMUTUBHO OOTECAHHBIX €JI0-
BBIX KoJozax I'epojer BbIPe3bIBAET KOHTYDPbI QUIYP.
Bricokme (0. 1 merpa) uUryps! m300pazKaioT IIaBHLIM
odopa3zom Xpmcra, CBATHIX M aHreJoB (M. 1), B RpyrioMm
00pyOKe 0003HAYEHO TOJBKO JIMIIO0, WHOIZla TOJOBHO
yoop. @uUrypbl pacKpalleHbl ‘MacIAHBIMY KpacKaMmy, Ipu-
yeM KaxK[AblI CBATOI mM300pazkeH co cBouMM arpubyra-
MU — HaAPUCOBAHHBLIMM JIMOO BBLIPE3aHHBIMU.

ITo MHEHMIO aBTOpa CTaTby CKyJIBITYpPbI I'epoxka na-
JeKM OT TPazuIiuii HAPOAHOTO MCKYyCCTBA M SABJIAIOTCA
TBOPEHMAMM IPUMUTUBHOTO BooOpaxeHma. ¥ TI'epojka
3JIEMEHTHI HAPOAHOTO MCKYCCTBA TIPaHMYAT C HaMBHBIMU.

Muxaun Janyp — PAITOCTHEI/I MMUP MAPUU
IIPMUMAYEHKO

T'nmaBHBII PENarRTOp XKypHalna ,JekopaTuMBHOEe HCKyC-
CTBO” meyaTaeT CTATbIO O HAWBHON YKDPaMHCKOM XyZHOMkK-
Huite. Kak 1 MHOTME IIpeNCTaBUTEIM HaVBHOIO TBOPYECTBA
B IToapire, Mapus IIpumadeHKO BbIpocia B arMocdepe
HapOLHOTO MCKyccTBa. TBOPYECTBO XYMOXKHMUIIbI BbIXOAUT
3a Ipejenbl TPagMUIIMOHHOV HAPOLHOM KyJIbTYPbL M OTJIH-
yaercAd CBOEOOPA3HBIM MHAMBUIAYJIAHBHBIM IIOYEPKOM. ABTOD
oTMeJYaerT ee yMeHMe moAdmpaTb COYHBbIE, HO He KPUKJII-
Bble KPacKy, 4YTO HABJSETCA CTOJb XapaKTepPHO! YepTroi
HapOAHBIX MacTepoB. Ilo TeMaTuKe DPUCYHKOB M MHTEP-
mperauuy TBopyectBo Mapun IIpMMadeHKO HaXOAUTCH
Ha TPaHM HAPOZHOTO M HaMBHOTO MCKYCCTBA.

daHTACTMIECKNME NTULBI CPEM IIBETOB (MJJI. 2, 3) 1 cKa-
3049HbIe JKMBOTHbIe (MJIJI. 5) — BOT TeMaruka, KOTOPOH
yBieraercda IIpumadenko. Hanmo aymaTb, 4TO VCTOYHMKOM
BIOXHOBEHNS ABJAIOTCA A Hee HapOAHbIE CKA3KM M Ipe-
nauusa. Mapusa IIpuMmadeHKo — Jjaypear npemun uM. IIes-
YEHKO.

B cpoeil crarke aBTOP 3aTparuBaeT TakKiKe BOIpeC
3a00Tbl 0 HAPOJAHOM TBOPYECTBE I/ BD
Butua B CoerckoMm Corose. N

SR
.fvu'/f”l . "\"f: / 5

Yy

1y,

ot h




CZASOPISMA INSTYTUTU SZTUKI PAN
wydawane przez:
P.P. WYDAWNICTWA ARTYSTYCZNE I FILMOWE

BIULETYN HISTORII SZTUKI, kwartalnik, ponad 100 str. duzego
formatu, okolo 100 ilustracji, Cena 24 zl, prenumerata polroczna 48 zi,
roczna — 96 zi.

POLSKA SZTUKA LUDOWA, kwartalnik, 64 str. duzego formatu,
bogaty material ilustracyjny. Cena 18 zl, prenumerata poélroczna 36 zi,
roczna — 72 zi.

PAMIETNIK TEATRALNY, kwartalnik, ponad 170 str. druku, okolo
100 ilustracji, Cena 18 zl, prenumerata poilroczna 36 zi, roczna— 72zl

MUZYKA, kwartalnik, okoto 130 str. druku, liczne przekiady nutowe.
Cena 18 zl, prenumerata péiroczna 36 zi, roczna — 72 zi,

Wszystkie czasopisma nabywaé mozna regularnie jedynie w prenu-
meracie.

WARUNKI PRENUMERATY
»POLSKIEJ SZTUKI LUDOWEJ”

Przedplaty na prenumerate przyjmowane sg w terminie dc dnia 10
miesigca poprzedzajgcego okres prenumeraty.

Prenumerate na kraj dla czytelnikow indywidualnych przyjmuja urzedy
pocztowe oraz listonosze.

Czytelnicy indywidualni mogg dokonywaé¢ wplat réwniez na konto PKO
nr 1-6-100020 — Centrala Kolportazu Prasy i Wydawnictw , Ruch” —-
Warszawa, ul. Wronia 23.

Wszystkie instytucje panstwowe i spoleczne moga zamawiaé prenume-
rate wylacznie za poSrednictwem Oddzialéw i Delegatur ,Ruch”.
Cena prenumeraty: poirocznie zt 36, rocznie zit 72.

Cena prenumeraty za granice jest o 40% drozsza od ceny podanej wyzej.
Przedplaty na te prenumerate przyjmuje na okresy pélroczne i rocz-
ne Przedsigbiorstwo Kolportazu Wydawnictw Zagranicznych ,,Ruch”
w Warszawie, ul. Wronia 23, za po$rednictwem PKO Warszawa, konto
nr 1-6-100024, tel. 20-46-88.

SPRZEDAZ

Egzemplarze numerdéw zdezaktualizowanych mozna nabywaé¢ w Punk-
cie Wysylkowym Prasy Archiwalnej , Ruch”, Warszawa, ul. Nowo-
miejska nr 15/17 na miejscu, lub na zamoéwienie za zaliczeniem poczto-
wym. Konto PKO Nr 114-6-700041 VII O/M Warszawa.

Aktualne numery czasopism Instytutu Sztuki PAN posiada Os$rodek

Rozpowszechniania Wydawnictw Naukowych PAN w Paltacu Kultury
i Nauki w Warszawie,

Zaklady Graficzne ,,Tamka”., Zaklad Nr 2. W-wa. Podchorgzych 39. Zam. 402. Pap.
ilustr. kl. III, 125 g. Bl + karton biaty kl. III, 220 g. Bl. Naklad 1650 egz. N-24.






